alternative," would take on added significance in the post-socialist age, not only in that there would no longer be options to capitalism as such, but also in ostensibly necessitating the market reforms, cuts to social spending, and privatization that have defined neoliberalism ever since, and particularly following the 2007 financial crisis. 2 One additional consequence of the so-called post-historical era is what Susan
Buck-Morss has called "the passing of mass utopia in East and West," as there is no longer any need to think beyond the present system. Indeed, recent US elections in 2016 have shown capitalism's triumphalist claims too have passed, and we now confront a cynical age where new modes of extreme wealth accumulation, driving a xenophobic and intolerant culture of resentment of popular struggles, accompanies illiberal, even increasingly authoritarian governance, as rightwing political movements gain ground internationally and democratic legitimacy exists as formal at best. Socialism, we're reminded by rightwing ideologues, degenerated into totalitarianism, and has proved itself to be no more than modernity's catastrophe, despite encouraging attempts to revive its political viability as well as reinvent the "idea of communism." 3 Apparently there's nothing more to do than let the free market run itself, for, as critics such as Jacques Rancière and Chantal Mouffe have pointed out (and importantly have contested), the system of post-political consensus necessitates only the technical attention of managers and experts for maintenanceand in times of crisis, of course, militarized police enforcement. While the installation presented custom designed galleries in order to individualize the presentations, one setback was that the exhibition nonetheless tended to reinforce the museological dimensions of its show, in that the work lost some of its interactive dynamism, social engagement, and dialogue with the present. Ultimately more research exhibition than activist engagement, the project also included an important reader, Art and Social Change, to supplement the artistic presentation with radical offerings of important political and artistic texts covering the same period; yet while the reader will certainly be useful for future research, the visitor's experience of the work remained contained under the museum' roof, which existed in tension with many of the original intentions of the pieces to break down the division between art and life exemplified by the museum institution. While there was clearly much valuable material presented, the framing of the archive had several weaknesses, beginning with its conceptualization. For Scotini, the project was meant to resist the temptation of "the reterritorialisation of the classic Left as a possible response to the advancing neo-capitalistic cultural barbarism," by aiming instead "to provide an alternative model of thought and action." 14 What matters "is not so much an 'alliance' between activist demands and artistic practices in order to achieve common goals," we are told, but rather the "common space or a common base that is emerging," wherein it is "impossible to draw a precise line between forces and signs, between language and labour, between intellectual production and political action. Édouard Glissant-to discuss the topic, which typifies the Station's interrogative approach to utopia.
Whereas Rancière stressed the importance of dissensus, Wallerstein, the need to build non-hierarchical, decentralized non-profit institutions, and Glissant, the "poetic" heart of utopia, the curators "use utopia as a catalyst, a concept so much useful as fuel" and "leave the complete definition of utopia to others. and antiwar activists, all allied in opposition to neoliberalism and in support of an 24 Gilles Deleuze and Félix Guattari were explicit politicaly too, and they write: "to say the revolution is itself utopia of immanence is not to say that it is a dream, something that is not realized or that is only realized by betraying itself. On the contrary, it is to posit revolution as plane of immanence, infinite movement and absolute survey, but to the extent that these features connect up with what is real here and now in the struggle against capitalism, relaunching new struggles whenever the earlier one is betrayed." Deleuze, G. and Guattari, F. (1994) . What is Philosophy? London: Verso, p. 100. 25 Hardt, M. and Negri, A. (2000) . extract the current potential of socialism; and they defined fascism today as any system that promotes extreme economic disparity, political disenfranchisement, unjust warfare, and environmental destruction (in fact such conditions appear to be growing still, and the term fascism, not surprisingly, continues to be invoked in political discourse). While WHW's proposals may not ultimately satisfy the most contrary of critics, they do warrant serious consideration. Whereas all analogies, one could argue, are monstrous-because they eliminate historical singularity in creating superficial continuities-such comparisons may nevertheless be valuable, for on a strategic level they grant foresight and raise warnings of disastrous potential futures, warnings from the past capable of inspiring the energies of resistance now.
In addition, historical juxtapositions allow instructive differences as well as useful parallels to emerge: Brecht's time, as WHW acknowledges, was one of socialist struggle clearly posed against a mounting German National Socialism, whereas WHW also called on art to invent a socialist aesthetic that would "set pleasure free" so that society can regain the "revolutionary role of enjoyment," rather than submit to the mechanisms of social regulation and repressive control, suggesting an important attempt to join utopian imaginings to political desire and aesthetic affect. While the exact relation of many of its contemporary inclusions to socialist utopia was often tenuous, the curators argued "that a just world order and distribution of 41 See WHW's statement in the Istanbul Biennial catalogue, where they write: "Is it possible, instead, to follow Brecht as a kind of (red) thread that leads the way in a search for a form and format for the exhibition, which would be, so to speak, 'beyond looking,' and could transform a viewer into a more productive participant-even accomplice?" In: <http://www.iksv.org/bienal11/icsayfa_en.asp?cid=6&k1=content&k2=conceptual> 42 Brian Holmes: "For that we need many events like What Keeps Mankind Alive, better ones, stronger ones, more deeply connected to active social forces which cannot only be protesters but must go much further into the whole cultural, professional and class structure of the contemporary societies. The question for WHW is how it could have done more to connect its biennial with social movements beyond the art world, expanding the ambition of their project and the scope of its political and aesthetic aims and dissemination-something about which they could have learned from the ambitions and mistakes of Utopia Station/Porto Alegre.
*
Rather than conclude by arguing for or against any one of the models considered above, in my view more discussion is needed to assess the strengths and weaknesses of such initiatives. All three projects, as we have seen, creatively challenged the imprisonment of aesthetic and political imagination by the enforced conviction that "there is no alternative" to present reality; what is needed are more, even stronger engagements. To review the lessons, it appears that one risk of curating the utopian is to end up in the non-place of its institutional and discursive invisibility (as in the case of Utopia Station/Porto Alegre)-but that is not to say that such activity is inconsequential, only unreported. Conversely, to bring the utopian into a dominant institutional location courts charges of complicity that may polarize stakeholders who might otherwise form political alliances. Perhaps owing to its very flexibility, Utopia Station held the promise of building bridges to independent voices and 43 See "On the Idea of Communism," the Birkbeck Institute for the Humanities, University of London, March, 2009 , and at the Volksbühne in Berlin during June 2010, both organized by Slavoj Zizek. Also, see Badiou, A. (2010) . The Communist Hypothesis. London: Verso.
disparate social movements, creating political solidarities beyond clearly delineated sectarian positions-even if that promise was not fully realized or articulated.
Conversely, the politically entrenched Istanbul Biennial, and the militant Disobedience archive may have drawn lines that exclude the non-committed, narrowing its range of supporters to the already ideologically sympathetic. Then again, desperate times call for desperate measures, and here declarations of Leftist solidarity defy the post-political flexibility that mirrors third-way consensus and non-agonistic pluralist agendas. In this regard, the Istanbul Biennial represents a compelling counter-hegemonic proposal that does not merely offer a platform for thinking beyond the horizon (beyond freedom without responsibility, and speculative process without commitment), but does so with a clear political alternative, venturing a real rupture in the system of capitalism, even if its site of presentation is deeply contradictory-but where today is not?
